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Program
Sequenza VIII for violin solo (1976) Luciano Berio
(1925-2003)
Vocalise, for violin solo with drone (2009) Taylor Brook
(b. 1985)
Four Songs (2011) World Premiere
(on the) east coast
do it to me
poisonous forest
out of time
Robert Pierzak
(b. 1984)
Pause
Street Musician (2007, rev. 2009) Ronen Shai
(b. 1977)
For Aaron Copland (1981) Morton Feldman
(1926-1987)
Unsichtbare Farben (1998)
 
Brian Ferneyhough
(b. 1943)
Joshua Modney
Hailed as "superb" and "flamboyant" by the New York Times, violinist and
violist Joshua Modney has performed as a soloist and chamber musician
throughout the United States and Europe.  As a specialist in contemporary
music, both notated and improvised, he is committed to presenting
performances that make the music of our time enlightening for all
concertgoers.  Joshua is violinist and personnel manager for Wet Ink Ensemble
and is a founding member of MIVOS quartet.  He also performs frequently
with Signal, Columbia Composers, and Talea Ensemble.  He has recorded for
Carrier, Tzadik, and New Amsterdam Records.  Joshua holds degrees from
Ithaca College and Manhattan School of Music.  www.joshuamodney.com
Notes (by the composer except as noted)
Luciano Berio: Sequenza VIII
Berio's fourteen Sequenzas for solo instruments explore the extremes of virtuosity using
the sparest of musical materials.  Sequenza VIII, like most pieces from the series, has
become a staple of the repertoire and is nearly a standard work for violinists.   
Underneath its dizzying exterior of florid, neo-baroque figuration and hyper-romantic
melodic gesture, Sequenza VIII is a relentless study of the notes A and B.  The opening
presents A as tonic, reinforced by the resonance of the open string, and B as secondary. 
This hierarchy is overturned again and again throughout the piece, culminating in a
quasi-improvisatory climax free of notated pitches.  After the dust settles, the violin
continues for several minutes con sordino, while the conflict remains unresolved.    -JM 
Taylor Brook: Vocalise
 Vocalise is dedicated to the violinist Mira Benjamin. 
 This composition is largely influenced by my exposure to Hindustani (Classical North
India) music. The title, Vocalise, refers both to the long lyrical sections performed on a
single violin string, as in the famous Vocalise of Rachmoninov, as well as the singing
style of Hindustani music with its long sweeping lines and heavy use of glissandi. 
 In the Hindustani tradition all instruments aspire to the qualities of the voice, relating
the playing techniques on the instrument to vocal production. For example, the act of
plucking a string may correspond to the act of the tongue enunciating a consonant;
minor variations of the angle and speed of the pluck slightly alter the timbre in a way
similar to the timbral variations elicited by slight changes in the movement of the
tongue. In this composition, I approach the violin in this spirit, calling for a variety of
playing techniques in order to achieve a richness and variety of timbre rather than
taking the unified “classical” timbre associated with standard orchestral violin
technique for granted.
 Formally, Vocalise consists of a single movement with several internal sections, each
focusing on different strings of the violin. Furthermore, each section has a faster pulse
than the previous one, giving the work a sense of large-scale acceleration. The entire
work is accompanied by a slightly flat F# drone, to which the fourth string of the violin
is also tuned. This drone functions as the tonal centre throughout the composition as the
solo violin plays in a just intonation mode in relation to it.
Robert Pierzak: Four Songs
It is interesting to watch someone vocalize while trying to hold a violin at their neck
near their throat.  Visually, the violin looks like some kind of weird growth or
super-vocal box of the singer/violinist. The violin's voice becomes an extension of the
human voice and vice versa. I want to thank Josh for the opportunity to write this piece
for him, his hard work on it, and his willingness to be vocally vulnerable on stage. This
piece is also for Bethany, who for some time was my voice. 
(on the) east coast
i'm not 
because i won't 
tomorrow
ha ha ha
today however...
stop it
do it to me
everyday sometimes
my body aches 
and sometimes 
it reminds me of all the times 
i wished i wasn't like you
but then you do it to me
oh how you do it to me
everyday sometimes
my eyes ache 
from looking down at you
and you're lying still wishing 
you still knew how to make love
but then you do it to me
oh how you do it to me
after all the stars burst,
i'm gone too
poisonous forest
the wit with which she closed her sound out in the round forest
WKHZLWZLWKZKLFKVKHFORVHGKHUPRXWKRXWLQWKHURXQGIRUHVW
WKHZLWQHVVZKLFKFORVHGKHUPRXWKRXWLQWKHURXQGIRUHVW
WKHZLWQHVVFORVHVKHUPRXWKRXWLQWKHVXUURXQGLQJIRUHVW
WKHFR\ZLWQHVVFORVHVKHUPRXWKRXWLQWKHVXUURXQGLQJIRUHVW
WKHER\ZLWQHVVFORVHVKLVPRXWKRXWLQWKHVXUURXQGLQJIRUHVW
WKHER\FORLVWHUVKLVPRXWKRXWLQWKHVXUURXQGLQJIRUHVW
WKHER\FORLVWHUVKLVPRXWKRXWLQWKHVXUURXQGLQJSRLVRQ
WKHER\FORLVWHUVKLVPRXWKRXWLQWKHVRXQGLQJSRLVRQ
WKHER\FORLVWHUVKLVPRXWKRXWLQWKHQRLV\SRLVRQ
WKHER\FORLVWHUVKLVORLQRXWLQWKHQRLV\SRLVRQRXVIRUHVW
WKHER\FORLVWHUVKLVORLQLQWKHQRLV\SRLVRQRXVIRUHVW
KH
OOEHVWULSSHGEDUHWKHUH
KHZLOOEHIHGPDUJLQDOO\
WKURXJKKLVSRUHV
WKHQ
KH
OOSUREDEO\GLH
DQGWKHQ
VWRPDFKVRQWKHIORRU
VWRPDFKVRQWKHIORRU
VWRPDFKVRQWKHIORRUVHV
RXWRIWLPH
LIHOOLQDGLDPRQGZHOO
RZQHGE\DPLGDV
GRZQWKHOLQH
LKDGWRHGRIZKDWUHPDLQHG
VRPHPLJKWVD\
VFDU\
my balance at peak,
EXWLFDUULHGDER[ZKLFKVHHNHGPHRXW
in turn carrying a bell,
LQWXUQFDUU\LQJDKHDY\VHFUHWIURP\RX
VRLVOLSSHG
that's the first time i hurried
ZKHQ\RXOHIWWRZQ
DOOLKHDUGZHUH
GHDIHQLQJEHOOV
FRPLQJIURPWKHJURXQG
but then the cage around me
DUJXHGHQGOHVVO\DERXW
ZKHWKHUDFRDWLVORXGHU
or a song is louder
DQGDIWHULWKRXJKWIRUVRPHWLPH
i told it i can't hear anything
\RX
UHP\KDQGDQG\RXZHUHP\VOHHS
ZKLFKPHDQVQRPRUHFUHYLFHVLQ\RXUURRP
\RX
UHP\WUHHDQG\RXZHUHP\GUHDP
ZKLFKPHDQVQREUHDWKLQJ
\RX
UHP\H\HVDQG\RXVWLOODUH
which means so many intersections
FXWXSUHG
DQGFORXG\
DQGWKURZLQJEHHWOHV
LQWRWKHPLVW
E\WKHWUDLQ
DQGVRPHWLPHV
ZH
GKLWLW
and together we made
DERG\ZLWKRXWRUJDQV
DFWXDOO\QHYHU
EXWYLUWXDOO\DOZD\V
L
PRXWRIWLPH
LFDQ
WVHH\RX
VHYHQGD\VRIPDVWHUIXODYHUVLRQDQGRQHKRXURISLW\LQP\IDYRULWHFRUQHU
HLJKWPRQWKVRIFXWWLQJSDSHUFUDQHVDQGWZRVHFRQGVRITXLHWO\VLQJLQJWKHZLWQHVV
VRQJ
WKLUWHHQ\HDUVRIVN\DQGWKLUWHHQPRUH\HDUVRIQRWKLQJEXWVN\
WKHQQRWKLQJ
WLPHKROGLQJ\RX
WLPHKROGLQJEDFN
WLPH
VKROGLQJPHEDFN
WKHULYHU\RXNQRZ
WKHRQHLNQRZ
WKHRQHLIORDWGRZQ
ZKHQLQHHGDQDOLEL
WKHRQHVZDWKHGPRVWO\LQHWHUQLW\
PRVWO\LQVRQJ
ODVWO\LQILHOGV
it runs deeply past
WKHIDVWWUDSD]XUH
DQGLWKLQNLVDZD
WDSSHGODUNVLQJ
choking on the agua. 
it was more of a gesture 
WKDQDVRQJ
LWZDVPRUHRIDORFNHGER[
WKDQDQDIWHUQRRQRIVSHFXODWLRQ
L
PRXWRIWLPH
pepper flakes
E\\RXUIDFH
E\\RXUH\HV
buy your eyes some time
WRIDFHWKHVWDNH
WRPDNHVRPH
QDNHGDFFXVDWLRQWR
EX\\RXUH\HVVRPH
PRUHWLPHWROLH
sometimes eyes lie,
EXWLZRQ
WDELGH
i'm out of time
DQGLSDVVHGE\\RXUKRXVH
WRVHH
DQGLSDVVHGE\\RXUKRXVH
MXVWWRVHHLI
LILZDVVWLOOWKHUH
VLWWLQJZLWK\RXKDQGLQKDQG
LQWKHILUHZHPDGH
EXW\RXZHUHQ
WHYHQWKHUH
\RXWRRN\RXUGDUNUDYHQV
DQGKDGWKHPIO\\RX
RXWRIVLJKW
RXWRIWRXFK
DQGL
PRXWRIWLPH
LIWKHUHDUHDQ\VFHQWVDIWHUVOHHSLGRQ
WZDQWWRNQRZ
LIWKHUHDUHDQ\VXSSHUVDIWHUIO\LQJLGRQ
WZDQWWRNQRZ
LIWKHUHLVVRODFHLQWRXFKLQJDPDGHIDFHDQGLWZKLVSHUVWR\RXDQGJLYHV\RXLWVFRORU
LMXVWGRQ
WZDQWWRNQRZ
if there are any women after dark, i don't want to know.
LIWKHUHLVUHOLJLRQDIWHUWKHIDFWLGRQ
WZDQWWRNQRZ
LIWKHUHLVDQ\QXPEHUDIWHURQHLGRQ
WZDQWWRNQRZ
P\QDPHLVEREE\DQGLOLYHLQWKHIRUHVW
DQGLZDONZLWKP\KDQGVEHKLQGP\EDFNP\EDFNP\EDFNLQWKHIRUHVW
LZLVKLKDGDJORYHEHFDXVHWKHQLFRXOGVKRZHYHU\RQH
WKHVXLWFDVHLSDFNHGZLWKRQHKDQGLQVWHDGRIWZR
LZLVKLKDGDWLPHUEHFDXVHWKHQLFRXOGVKRZHYHU\RQH
KRZWKHFLUFXODUWUDFNHQFORVHVDOOWKHIDFHV,
YHNQRZQ
LZLVKLKDGDODSEHFDXVHWKHQ\RXFRXOGVLWRQLW
DQGZKLVSHUWKHUHOHYDQWWULQNHWVRQWKHWDEOHWRPH
DQGLZLVKLKDGVWDUWHGLWDOOZLWKDVWDUOLQJLQP\KDQGVEHFDXVHWKHQLFRXOGVKRZ
HYHU\RQH
WKHEHDXWLIXOVLOHQFHRIWKHEORRGVWUHDNHGVN\
LZLVKLKDGZLQWHUEHFDXVHWKHQLFRXOGVKRZHYHU\RQH
DFKDPSLRQERUQXQGHUWKHEODQNHW
i wish i had a family, because then i could show everyone. 
it's my birthday today.
how old are you?
infinity.
were you in the war?
i was in all the wars.
is that why you live in the forest?
no, but that's why i walk with my hands behind 
my back my back my back my back
Morton Feldman: For Aaron Copland
Feldman's eloquent tribute to the great American composer distills Copland's style to its
barest essence - a lullaby of fifths and sevenths.
-JM
Brian Ferneyhough: Unsichtbare Farben
I have always been fascinated by the sometimes problematic but always stimulating
parallels between musical and non-musical modes of cognition. In the same spirit, the
titles of my works are not infrequently selected with a view to throwing at least a little
light on the limits and nature of the specific discursive models involved. In many
surrealist paintings the title stands in a strikingly fractured or discrepant logical
relationship to the image, thereby sensibilising the observer to the unseen presence of a
complex field of semantically active energies. According to one of Marcel Duchamp’s
most celebrated pronouncements, the title of a painting thus assumes the status of an
“invisible colour," that of the imagination, amplifying and enriching our subliminally
speculative perceptions somewhere beyond the limits of the ocularly accessible
spectrum. In the case of this short composition for violin it seemed fitting that the
various degrees of “invisibility," absence or erasure involved in the compositional
process should be evoked by means of a title itself suffering from radical strategic
incertitude at one degree remove. 
In a sense, Unsichtbare Farben might be seen as the “tip of the iceberg”, to the extent
that the vast preponderance of materials that went into its preparation appears nowhere
in the musical phenomenon itself, having been suppressed by a formal filtering
operation selecting and interleaving structurally equivalent elements from a relatively
large number of through-composed layers. Correspondingly, the unfolding of the
work’s argument is characterised primarily by a series of rhetorical ruptures as short
fragments of otherwise impalpable processes are abruptly invoked and, equally
suddenly, abandoned. 
Unsichtbare Farben was written in response to a request from Irvine Arditti, to whom it
is also dedicated.
